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The poster shown in the front cover photograph is an 
announcement for the exhibition 
"The Masters Series: Massimo Vignelli.” 

The exhibition was the third in a series of shows 
honoring the great visual communicators of our time. 
New York, February 22 to March 8, 1991. 
Shown with permission from Massimo Vignelli. 
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INTRODUCTION 


PHIL BAINES 


Phil Baines’ work was first brought to my attention through Baseline, a British graphic 
design magazine published by Letraset. It featured examples of Phil's work, and alongside 
of it was a short description of his ideas and thoughts on typography. I was particularly 
intrigued and amused by the title of his St. Martin's School of Art thesis "The Bauhaus Mis- 
took Legibility for Communication.” 
A year later I met Phil Baines in person. It was during Type ‘90, the international type 
conference held in Oxford, England. Phil was part of a small group of young British graph- 
ic designers presenting their work. They were introduced by Edward Booth Clibborn as 
the "The New British Wave in Typography." "If | were a client who needed something de- 
signed at this moment,” Clibborn said "these are the designers I would hire." The young 
designers he referred to were the ThunderJockeys, Why Not Associates and Phil Baines, 
all from London. 
Although it was midsummer and England was basking in a heat wave of major proportions, 
Phil was the only one in a crowd of over six hundred type aficionados wisely wearing 
shorts. Phil often manages to stand out in a crowd, and while he considers himself in 
many ways a traditionalist, his work has already caused much controversy in England. 
When I spoke to Phil to arrange the following interview, it was actually snowing heavily 
in London. "I come from the north of England and am quite used to snow." Phil said, 
"Here in London though, everything goes haywire. Actually, the other day on the news, af- 
ter the heavy snows had halted several trains, I heard the greatest excuse from a railroad 
spokesperson who said the trains had broken down because it was the ‘wrong kind of 
snow.'" Phil also expressed a concern about the various bomb threats and explosions that 
had occurred in London over the past few weeks. When | asked him whether it stopped 
him from going out and around, he mentioned that it was mostly the underground train 
stations that were targeted, and that he usually rides a bicycle to work, and therefore 
didn't feel too worried about his own safety. This 1 thought was ironic, after having en- 
countered the London traffic first hand, which was not exactly a mellow experience. 
The following four pages were written and designed by Phil. The interview running along- 
side the main text was conducted by telephone on March 12, 1991. 

-Rudy VanderLans- 
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Postcards. 

Three examples of Phil Baines’ typographic 
experimentation with the letterpress. 
Produced at St. Martin's School of Art. 


Monotype Recorder, 
Vol. 44, no.!, 1970, p.24, 
(their italics). 


Celebration of awareness, 
Pelican, 1976. 


(or: from idealism to relativism, a feeling- 
persons guide to legibility.) written & prod 
uced by phil aines (a.k.a. The v. Real) ii/iii/g1. 


Cmte 
the definition, above, of legibility, is so wide ra 
nging and open that when we see anything pu 
porting to be a hard-and-fast rule, we must tr 
eat it with extreme caution—either it is very s 
pecific, or extremely subjective. 

Legibility & clarity as usually used, seem 
to be interchangeable, and rather than the all- 
embracing definition quoted—what is implied 
typographically is something absolutely unam 
biguous and self-effacing. protagonists can be e 
ither ‘traditionalists’ or ‘modernists’. 

Recently a student wrote to me asking fo 
r an interview for his thesis, warning me of hi 
s questions he asked, How do you hold the 


m a fortnight 1’m taking part in a public deba 
te here in London on the motion ‘the first co 
nsideration of typography is to be clearly read 
”, and once more Beatrice warde’s ‘crystal Gob 
let’ essay will be quoted, You have two gob! 


It’s as if these things were told to Moses on Mo 
unt sinai. what was said at a particular time i 
na particular context has become dogma. Bu 
t dogma, like the institutions described by van 


opinions of past masters such as 
Herbert Bayer and Jan Tschichold 

on principles they introduced, such 

as for example one from Tschichold’s 
‘Elementaire Typographie’ of 1925, 
‘the purpose of all typography is 
communication. Communication must 
be made in the shortest, simplest most 
definite way.’ Being a typographer, 
surely you must understand principles 
such as this? 


lets before you. One is of solid gold, 
wrought in the most exquisite patterns. 
The other is crystal-clear glass, thin as a 
bubble and as transparent. Pour and 
drink [...] if you are a member of that 
vanishing tribe, the amateurs of fine 
vintages, you will choose the crystal, 
because everything about it is designed 
to reveal rather than hide the beautiful 
thing which it was meant to contain. [...] 
you will find that almost all the virtues 
of the perfect wine glass have a parallel 


in typography. 


ilich [...] create certainties, and taken seriously, certainties deaden the heart, 


and shackle the imagination. 
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m1aRe: When I first met you in 
Oxford you mentioned chat you had 
studied to become a priest. How did 
you eventually end up studying at 
St. Martin's School of Art? 
Putt: Idecided, at an early age, 
that the priesthood was something 1 
really wanted to do, although | 
don't come from a particularly 
religious family. So | attended a 
junior seminary, a ‘Catholic 
boarding school’ type of place from 
age 11 to 18, and went straight 
through there, finished school, and 
went on to the sen 
seminary with every intention of 
becoming a priest. The course is six 
years long, but | left after three 
years and two weeks. While I was 
at the seminary, I was always 
playing around with art. My 
reasons for leaving weren't so 
much due to a loss of faith; it’s just 
that it wasn't what | wanted C0 
commit the rest of my life (0. 
realized | wanted to be involved 
with art. | wasn't clear about what 
type of art exactly. | was 21 then. 
w1GRe: Was this in London? 
Putt: No, I grew up in the La 
District, which is in the Northwest 
corner of England, and the 
seminaries were Upholland in 
Lancashire and Ushaw near 
Durham. You should visit that part 
of England, you would like it 
Anyway, before you do a degree 
course in England, you have to do a 
one year foundation course at your 
local art school, so I attended 
Carlisle. After that, | decided that | 
wanted to go to a London college 
and { applied to both St. Martin's 
and the Central School, and got in 
at St. Martin's 
rmroRe: Wasn't that a tremendous 
shift in lifestyle, coming from the 
north of England, having attended 
the seminary, and then on to 
London and art school? 

Part: Yes, but each, at the time, 
were things I very much wanted (0 
do, therefore it seemed quite 
normal. So from 1982 to 1985 1 
studied graphic design at St 
Martin's. | was there at the same 
time as Andy Altmann and Dave 
Ellis who, after graduation, formed 
the Why Not Associates. All of us 
wanted to go to St. Martin's 
because it was known to be fairly 
free, and you could pretty much do 
what you wanted (o. At times this 
was strange, because in the end it 
felt as if you hadn't been ‘taught 
much. 
rm 1GRE: Actually, you mentioned 
this in the Baseline article. You 
said that you never realized you 
had been taught typography until 
you got to the Royal College of Art. 
vit: Whatever we learned at St 
Martin's was done on the sly, so to 
speak, Ina sense, I think we were 
taught very well; we were just 
never taught very dogmatically 
They never said "This is the way to 
approach graphic design.” Perhaps 
at times | felt insecure about what 1 
had learned at St. Martin's, but 
then when I got to the RCA, I found 
out that most students knew less 
than I did. 

Em1oRe: How difficult was it co 
move on to the RCA? Isn't that kind 
of the Cop of the hill in terms of 
studying graphic design in 
England? 
putt, Yes, There aren't many MA 
courses in England. There's the 
RCA, which is rather general, old 
Central MA, which was degree by 
project, and Reading University, 
which is typography-based. That's 


| 
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about it. The RCA is now a two-year 
study. 
em1aRe: While at St. Martin's you 
created a series of controversial 
postcards both in terms of design 
and content. In Baseline magazine 
it was mentioned that “the contents 
of some of your postcards are taken 
badly and cause offense,” Who 
were you offending with these 
postcards? Were people offended 
because it was such experimental 
design or were you actually putting 
people down in these cards? 
Pui: First of all, the postcard 
project was something I set myself 
to do to explore letterpress. They 
were all produced in the evenings 
after ‘proper’ college work was 
over. I intended to do a postcard a 
month. They started off as printed 
pieces that I could send to people 
instead of letters. They are all 
diary-based. And yes, at times | was 
putting people down in them, 
definitely. Whenever I disagreed 
with certain people. I tended to put 
it in the cards. So the words were 
very important, but the postcards 
were also exercises in leading and 
spacing, etc, and | didn't worry too 
‘much about the text falling apart 
entirely at times. 

EMIGRE: Actually, much of your 
work is quite hard ¢o decipher. 1 
have to sit down and strain myself 
to be able to read and understand. 
The pleasure I derive from it is 
mostly on a visual level. 

Purity If people don't take notice of 
a printed piece, they are not going 
to read it. So the first thing I try to 
do is to get them to look at It 
However, my work tends to get 
clearer the more public it gets. My 
most illegible pieces are the ones 
that I do for myself, such as the 
postcards, These go out to maybe 
150 people, and I know they're 
going to put in the effort to 
decipher my work. The more public 
work, such as the Typefinder cover 
for instance, tends to be a lot 
simpler, but it tries (0 use some of 
the experiments. 

EMIGRE: Did the schools you 
attended push you in any particular 
direction? 

Pit: Not really. When I started 
producing the postcards, my tutors 
at St. Martin's liked what I was 
doing and they encouraged me 
without questioning how I was 
going to apply it later in my 
professional life. And I put that 
decision off for another two years 
when | attended RCA. There I 
wanted to continue doing more 
letterpress and more typographic 
experimentation. I had a need to 
loosen my graphic design work a 
little. I'd been keeping collage 
sketchbooks and wanted to add 
collage to my graphic design as 
well, Those were the two things I 
wanted to pursue. 
However, once I attended RCA, 1 
also started doing bits of freelance 
work and through my involvement 
with letterpress I actually became 
involved with designing artists’ 
books, but in a very traditional 
mode, which | also quite enjoy. 
This is my conservative side. 
Through letterpress | became more 
involved with printing as a craft 
and detailing: getting the letter 
spacing and line spacing, etc. just 
right and so on. To a degree Lam 
sort of a Jeckyll and Hyde 
character. And | know very clearly 
when I can’t get away with the 
expressive side. I end up arguing 
against myself in my own work. 
en1GRe: Were you ever concerned 
about whether you'd be able to 
continue using letterpress after 
graduating? 

PHIL; Not really. | always regarded 
the letterpress as a way to 
experiment, not really relevant to 
working. Although it was relevant 
ina creative sense, because it put 
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artists’ books; from left, 

A Humument, Tom Phillips, 1980. 
Interpolations in nore 

lan Hamilton Finlay, 19 

Bound Image, ‘collabo’, Phil Baines, 
David Blamey, Christopher Cook, 
David Philips, Jake Tilson & 

John Watson, 1988. 


m 1984 1 was in my second year, (Graphic pesi 
gn degree course) at st. Martin’s school of art, a 
nd while our studio teaching was thorough but 
not didactic, our design history lectures seeme 
d content to present 30 years out of a possible 
4,500. In my first year 1 had been enthralled, b 
ut 1 began to attend the ‘wrong’ kind of semina 
Fine art ones. with a poet—sandra stevens 
—we looked at language, poetry, communica 
tion across a much broader spectrum. 1 read 

Mcluhan’s ‘Gutenberg Galaxy’ with its enthusia 
stic simplifications of print and manuscript 
culture and 1 started hand-setting type and to 
print letterpress postcards. 


IN HIS DIFFERENCE 
from God, man, with his own, 
private opinion and wi 
follows the call of eaprice and 


My early cards reflect all these new influe 
nces and enthusiasms. 1 was interested not in c 
larity but expression: 1 used weight, no word sp 
aces, broken words &c., to create texture, inter 
est and to beguile. the words were important t 
00, a chance to knock a few people which wa 
sn’t always welcomed. 
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All this personal background is necessary 
to put this next bit into context. 
my thesis put all these thoughts in some s 
emblance of order. 1t was based around the pri 
(my summary) n/‘manuscript duality: print; a visual experien 
ce only, led to industrialisation and speed, legi 
bility and clear communication present inform 
ation as facts rather than experience. on the o 
ther hand: manuscripts; an all-sensory exper 
ience. Reading was aloud and slow. communi 
cation was often by prior-knowledge as well a 
s by experience. rhe title page is reproduced o 
pposite. 
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The title of this 
thesis could we 
ll be: “The BA 
UHAUS misto 
ok legibility fo 
ft communicati 
on, (it’s aman’ 
s world).’ 
*...once more it 
was affirmed th 
at typography 
is not self-exp 
ression, but th 
at it is founded i 
nand condition 
ed by the messa 
ge it must conv 
ey, and that it is 
a setvice art an 
dnota fine art, 
however pure a 
nd elemental th 
is discipline is.’ 
‘Clarity must b 
e particularly e 
mphasised since 
this is the essen 
ce of our writi 
ng as compared 
with the pictori 
al communicati 
on of ages ago. 
Foremost ther 
efore: ABSOL 
UTE CLARI 
TY in all typo 
gtaphical wor 
ks. LEGIBILI 
TY-COMMU 


NICATION, that is, must never 
suffer from a priori assumed aesth 
etics. The letter-forms must nev 


mblance (from Plato), the precedence of spee 
h, &c., sight/sound—visual or all- 
enice or literature, 

ussed, print is 4 
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Tre writers of our typography 
books bow down in admiration 
and awe: ‘Typography must be cl 
ear communication in its most viv 
id form... clarity is the essence 
of modern printing.’ ‘...the indiv 
idual element - the artist’s touch 
- is of absolutely no consequen 


ce.’ 
An and richer vocabulary or 
a one directional (fast-forw 
ards) world?, the white-gods o 
r just boring bastards?. The wr 
iters of the typo-books share the 
same world view as affore-menti 
oned ‘b.b.s’: starting from zero, th 
e international spirit, logic, and m 
athematics, (more pipe-dreams th 
an any (R) Catholic ethic!) they f 
orgot:- 
1: What man is. 
2: What words are. 
3: WHAT WORDS CAN DO. 
4: How words have been WR 
ITTEN and PRINTED in HIST 
ORY... 
Bt how can you be a typog 
rapher without fully under 
standing these things?. Let’sas 
k the question, let’s make a moral 
issue out of it... THIS IS A COL 
LAGE, many answers to these 
questions and others, a series of 
loose-ends, paradoxes, the pol 
itical - historical- cultural BAC 
KGROUND TO TYPOGRAPH 
Y; (make-your-mind-up-time), pu 
tting The Bauhaus in its place- it 
really isn’t that important. 
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things in my creative bank, so to 
speak, which | could draw on later. 
I never thought of it as an approach 
I could use for commercial work 
and I never intended to be a 
printer either. 

Em 1oRE Has studying (0 become a 
priest had any influence on the 
work you did in art school? During 
your lecture in Oxford, for 
instance. you made many 
references to Gutenbere’s 42 Line 
Bible and scribes’ manuscripts and 
the way scribes used (o break words 
randomly to fill out lines, etc. You 
had obviously studied old 
manuscripts. 

Putt. That is coincidental. The 
manuscripts came after the priestly 
bit, Most of my interest in the old 
scribes’ manuscripts came from 
reading Marshall McLuhan’s The 
Gutenberg Galaxy, And at the same 
time I was reading McLuhan, there 
was the "1066" exhibition in 
London, the first of three major 
exhibitions about English culture 
covering the period from goo to 
100, I don’t think that studying to 
become a priest influenced any of 
my work, really, except that 
maybe, because of the priesthood, 1 
was slightly more in tune with what 
was going on in the manuscripts. 
Fm rone. In the article for this 
issue of Emigre, you mention that 
Modernism has failed us. Do you 
mean that it has failed the world of 
graphic design as a whole, or that 
it has failed you as a graphic 
designer who works in a very 
specific area of design where 
Modernist ideas have never really 
quite worked, and maybe where it 
was never intended to be used? 
Pit: 1 think it failed in total, The 
trouble is that it has become a 
dogma. It has become a method by 
which one places little grey blocks 
onto the page. But when I say that 
Modernism failed us, 1 am well 
aware of the generalization. 
However, it is important for me to 
throw the mantle off, so to speak 
Because there are so many illogical 
notions that came down with 
Modernism, such as the idea that 
sans serif typefaces are more 
legible than serif typefaces, for 
Instance. Or that clarity is always 
‘most important. These are myths 
but they pretend Co be scientific, 
objective, truth. I think Modernism 
never really found the sort of 
widespread home in England as, 
let's say. it did in Holland. I think 
Modernism in England has always 
been a kind of design for designers. 
A kind of insider. elitist 
vocabulary, rather the “universal” 
visual language it was supposed to 
be. British design has been 
dominated primarily by the type of 
“Ideas Graphics” as produced by 
Pentagram or, more recently. The 
Partners. The smart, clever idea 
type of design, very much like 
advertising, which is what we 
rebelled against at college 
EMIGRE: You also mention that you 
think the best graphic design 
comes from people trained ia 
painting and printmaking. Could 
you elaborate? 

Pitt: What really irritated me 
about my graphic design education 
was that it was all about graphic 
design, and nothing else. You never 
‘saw any artists’ books, you never 
saw any concrete poetry or all 
those great artists who were 
working with words. If you 
approach graphic design from a 
visual point of view, as I tend to 
do, there’s much more to learn 
from painting and printmaking than 
there is from graphic design. That is 
why I quoted that again, | think 
that the references in graphic 
design education, as | experienced 
it, were not wide enough 
Es ione. On page 6 of the YAK 
portfolio you state: “I have no 


heroes, only the stone-cutters and 
the silent scribes, I can make my 
‘own strait Jacket.” Are there n0 
other people except the scribes that 
have influenced you? 
tts When I was on my 
foundation course at Carlisle, just 
after I left the seminary, the people 
I liked the most were Peter Saville, 
Malcolm Garrett and Neville Brody; 
the Big Three of British graphic 
design. I liked Peter Saville 
particularly because he designed 
the Joy Division album covers and | 
loved their records. They inspired 
‘me in the beginning. But of real 
importance to me was reading 
Marshall McLuhan's The Gutenberg 
Galaxy. As | explained in the 
article, his descriptions of the way 
“manuscript culture’ operates, and 
its essential non-linearity, were 
fundamental and underpin 
everything I've done since. This is 
echoed in the music I listen to. 
While reading McLuhan | listened a 
lot to the Manchester band The 
Fall, and more recently I listen to 
Philip Glass and Arvo Part. All 
three discard traditional ‘linear’ 
structure and explore bleaker, 
more repetitive soundscapes. I've 
always been interested in the 
overall texture of typography. It 
was always important to me to fill 
space, rather than use space as a 
design element, For that reason | 
‘am intrigued with old engraved 
Victorian maps, and in particular 
the ones of the mountain areas 
around the Lake District, where I 
come from. They have a dense 
texture that covers everything, and 
the idea of making type look like a 
map intrigues me. 
em1oRe: You also teach these days. 
Where and what do you teach? 
Putt: I teach at Central St. Martin's 
in London. | teach the third year 
‘one day a week, setting projects 
‘and so on, and in second term | 
teach the second year, an 
introduction to letterpress. 
enroxe: When your students 
graduate, they'll encounter jobs in 
design offices filled with fax 
machines and computers. How 
valuable do you think it is to teach 
students how to use a letterpress? 
pitt: We have to acknowledge that 
the Macintosh is used mostly to 
duplicate traditional typesetting, so 
the students ought to know where 
the standards are derived from. 
Letterpress will give them a basic 
understanding of the fundamentals 
of type. No matter what technology 
you end up using to produce type, 
letterpress will usually function as 
its model. And there’s a variety of 
reasons why it is useful to know 
letterpress. On a practical level, 
when you're in college, it's very 
helpful that the means of setting 
the type is also the means of 
reproducing it. This way the 
students can also learn basic print 
processes, and to a large degree 
they can actually be more 
experimental with printing than 
their, or the school’s, finances 
would otherwise allow. They can 
easily overprint and use different 
colors and all those things 
Letterpress also teaches them to be 
disciplined, You often have to work 
with very little, which I think is 
good. And there are a lot of 
‘niceties’ in letterpress that they 
would overlook if they only knew 
the Macintosh, such as proper 
quotation marks, ligatures, etc. St 
Martin's was one of the first 
colleges to get Macintosh 
computers, and many of my stu- 
dents want (o learn the letterpress 
after they already have worked on 
the Mac. We are one of the few 
colleges that still has a letterpress 
and we encourage students to use 
it. And for the ones that enjoy the 
letterpress, it often ignites a 
creative spark, like it did for me. 


Design Magazine, December, 1982 


Concise Oxford Dictionary, 1990. 
(I'm paraphrasing here as | can’t find 
the exact quote) 


Emigre 15, p4. 


ibid. p.12 


(see the essay Typewriting by 
Ellen Lupton & J. Abbott Miller, 
ibid. p.256 


ibid. p.17. 


L lL [ the final SO U Nn . 
( 1H (ratio...) best summarised the whole viewp 


dint, Rational, objective thinking can produce beautiful art, both fine and 


eS 


What | find depressing is the ext: 


otably painting and 


rint mareserir 


printmaking. 


much of British design since the halcyon days 0 
fentagram in the 1960's has occupied the de 
ad world of ‘ideas-graphics’: mage/caption, (t 
00) clever-clever copywriting, 5-second humou 
r, a language for the visually inept. Modernism 
never really found a home here despite the pio 
neering work of Kinnier/calvert (airport, rail, r 
oad, motorway, & health service signing, c. 19 
55-65) or the teaching of anthony Froshaug (c 
entral & R.c.A.), Herbert spencer (R,G.4.), and 
Geoff white (Ravensbourne) among others. 
Modernism, with its emphasis on functio 
n and clarity as primary aims of communicati 
on, has 1 think failed us. Quite apart from the h 
ypocrisy—all this talk of function; what it seeks 
to communicate is itself not the message—it h 
as taken us into a dead zone and stifled explor 
ation. communication is about people, person 
ality, the whole bit: history & tradition as well 
as invention & self-indulgence, reminiscence as 
well as planning, echoes as well as voices and 


so on. Legibility is anything that is, clear enough to read, 
or, as Eric Gill said, what people are used to, 
or peter Mertens, Letters are legible. If some things are not legible, 


or Zuzana Licko, studies have shown that 


if we must be historical about it, 1 see our posi 
tion now in relation to the functional/modemis 


then they are not letters. 

Illegible letters do not exist. 

ity does not exist. 

readers read best what they read most. 
Legibility is also a dynamic process, as 
readers’ habits are everchanging. 


t thing as similar to that of the ‘wodern’ typogr 


aphers Giobattista Bodoni and Firmin pidot in 
relation to the Renaissance theorists: we are rep 
lacing/we have replaced idealism with relativism. 


’’m with jeffery keedy when he says, Many people feel it’s their role in life to destroy 


one last thought, an equally wide (ambiguous 


2) definition of function, if it works then it’s functional. 


all ambiguity. | think that ambiguity is 
life itself and it’s what makes life inter- 
esting. We too often assume that 
people are so stupid that they can’t deal 
with ambiguity. | think people live for 
ambiguity, | know I do. 
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IN MY FACE 


BY ELIZABETH DUNN 


Of all the things | have been called in my life, anal retentive has never been one of them. Atten- 
tion to detail is just not my forte. Typographers, on the other hand, are cut from a different cloth 
than I. 

When I designed my fabulous typeface Marvelous (see inside front cover), | was but a child in the 
world of typography. | got out the old Fontographer manual, got bored immediately when I real- 
ized we didn't have any of the training discs around, and leapt without looking. Now, | look at 
typefaces a lot more consciously, and understand better why I think some are good and some are 
bad. And yet still, | think designers would be shocked to realize how little most people even no- 
tice type, or design. Well, | really shouldn't put words in other people's mouths--when I speak of 
most people, I guess | mean most people like me. The average person on the street. | have a BA, 
but in the Humanities (Religious Studies), not in Visual Communications--nor do most college 
grads. | know that certain magazines and restaurants etc. look "hipper” or more “elegant” than 
others, but I never knew or even wondered why. | wanted to say something about what people 
like me think about type. 

1 was stumped. What do I think about type? The answer, embarrassingly enough, is nothing. I 
don't really think about type. I talked to some of my peers. None of us are designers, yet we are 
all conscious of good design. But a good xeroxed fanzine is just as interesting to us as, for exam- 
ple, Interview. 

We were all sitting around, Keith, Amy, and myself, drinking coffee. 1 said to Amy, "I'm writing 
this article about type and I don't know what to say. I don't really think about type, and when I 
do think about it, I just either think it looks good or it looks bad. Do you think about type?” 
"Totally!" Amy says. "My type is sort of the Angry Young Man--you know, skinny, black leather 
jacket, unshaven...” 

Keith interjects. "I like clean cut, preppie girls, with really. 

I roll my eyes. This is what your Everyman thinks about instead of type. "Not that kind of type! I 
mean like, you know, letters.” 

Two blank looks. 

"You know, when you read a magazine, sometimes the letters are one style, sometimes they are 
another style. Typefaces.” 

"What about them?" says Keith. 

"Well, 1 don’t know. If you are a designer, typefaces are important because they affect the way 
what you are working on looks like. There are lame typefaces, like this one called Dom Casual 
which looks really cheesy, and some are really good, like this one called Bunny Ears and all the 
letters have these big bunny ears coming off the top of them..." 

Keith says, "Well, so what's there to think about? Why don't people just pick the ones they 
want?” 

"Well, actually, designers argue about typefaces all the time. Some designers are very cranky and 
they want everything to look a certain way, their way. They think there should be about five 
typefaces so that people read the words instead of look at the words without getting the meaning. 
Then, some designers just pile on all kinds of different typefaces, and there is no design coher- 
ence--it just looks like a big mess.” 

Amy says, "But the melting pot is the American ideal--doesn’t it apply to everything?” 

Then Keith yelled, "Who cares?” 

I must confess, that I really don't know why anyone even cares. If someone wants to make some- 
thing with 100 typefaces on it, no one is going to force those cranky designers to read it-- 
everyone should just be able to do whatever they want. These are just corporate reports and mag- 
azines--not the Dead Sea Scrolls! | can't believe people argue about serifs. I'm baffled by the life 
or death importance with which typefaces are discussed. It may be naive, but if some people don't 
like the way something they are reading is designed, well...so? 

Some fonts look like they are saying something. My font looks like it is saying "WHEEEEEEEEE!" 
Benguiat Frisky looks like it is saying, "Hey there, baby, can I buy you a drink?” 

As I was looking through a typeface book, I compiled a list of what I considered to be the best 
typefaces. After I made my list, I was informed that some of these are currently the trendy faces-- 
perhaps I have prophetic taste? Or am I a giant trendy sponge? 

Linoscript 

Bernhard Fashion 

Caslon Open Face 

Copperplate 

Parisian 

I also noticed that typefaces have extremely strange names. Below are those that | consider to 
have the best names: 

Antique Olive (yuck) 

Candida (song by Tony Orlando and Dawn; also the Latin name for a yeast infection) 

Futura Maxi Light (feminine protection of the future, or beer?) 

Minister 

Pepita 

When I used to look at a sign, it never occurred to me that a person had sat down, thought about 
how they wanted all the letters to look, drew them out painstakingly, and then painted that sign. 
I thought that signs and stationary and menus and all that kind of stuff just existed, and there was 
no real reason why each one looked different. Things had the appearance that they did because it 
was just their fate, | guessed. Some restaurants had expensive looking signs and menus, because 
they were expensive restaurants. Diners which had that sixties, "Denny's" font, you could tell 
right off the bat to just forget about the coffee. | always liked signs and type that looked like it 
was from the sixties or early seventies, but as much as | liked it, I always got the feeling that lit- 
tle else about an establishment had changed in all those years. Like the sheets in a hotel or the- 
mayonnaise in a restaurant. You know? 

Then, it all changed when I came to work for Emigre. Zuzana Licko is a type designer, which is a 
job I hadn't even known existed. The more I learned about type, the more my perceptions of the 
commercial world have changed. (I also learn a lot about designers--they are always behind dead- 
line and they never plan ahead! Stop calling us at 4:30 pm when you need a typeface the next 
morning!) However, | still think that it is possible that the way things are presented, commercial- 
ly, to the world have a lot to do with their intrinsic nature and not wholly with the designer's vi- 
sion. | think that Coca Cola would still sell just as much even if it was designed with Hobo, and 
people wouldn't eat more Spam even if it were set in Park Avenue. But I'm sure designers all over 
the world are disagreeing with me. 


INTRODUCTION 


PIERRE DI SCIULLO 


Pierre di Sciullo is not an artist, mor a typographer, nor a designer of letters. One could 
say that he is more of a graphic designer, but not exclusively 
His work has always been based on the relationship between text and image. In 1983, he 
created his publication Qui? Résiste (Who? Resists). So far, eight issues have been 
launched: “manuals” on seduction, truth, death, applied zoology, the square, clouds, and 
reading. In addition to this he carries out commissioned work as a graphic designer. 
Pierre di Sciullo is not a specialist. His typographic research is done within the context of 
his work on other research projects; for him, creating characters means creating a tool, it 
is never an end in itself. This line of activity started in 1985 when he discovered the 
Macintosh computer which he used to create an issue of Qui? Résiste. The typefaces 
available in this computer were unsuitable for him. Gradually, he developed a branch of 
typography, fluctuating between applied research and Utopian research. The Quantange 
typeface, whose characteristics are explained afterwards, is a joyous mixture of the two 
Today, his exploration has led him to the limits of typography with the creation of ranges 
of signs, a typeface, or rather a system which makes it possible to create an endless vari 
ety of signs from a basic repertory, which he refers to as a "sign machine.” 
The eighth issue of Qui? Résiste, "Reading Manual," is the first in the series not to include 
images, although his concern is always that of the relationship between text and image; 
the image of the text. Pierre di Sciullo tries to link, on similar footing, the typography to 
the text and the text to the typography, while striving to avoid any superficial illustra- 
tion of one by the other. 
The pages presented here are an adaptation for Emigre of certain chapters of the “Reading 
Manual" that was published in March 1989. This adaptation, which was conceived in 
February 1991, is not irrelevant to current international events. 


i? Résiste Is a collection of handbooks 1 publish myself, 
‘which come out irregularly. The cext and Images io each issue 
evolve around a different subject. Issue "1 Was a handbook 
for seduction, issue "2 for truth, #3 for death, "4 for 2000. 
‘for women, *6 for the square, "7 for clouds. The word 
‘handbook’ shows my laughable purpose of rendering tracta 
ble those objects that are really ungraspable, sich asa m 

in ora really slippery bar of soap." Plerre di Sciallo. 


RESisTE 


ere pm 
Pearson 
Caio free 


stamp Je 
eres pee 


Cover Qui? Résiste No. 8. 


Qui? Résiste No. 8 is a reading manual; a handbook 
for people who can already read and those who 
want to learn, to show them how to read between 
the lines or decipher illegible text. 


la POWsCieNCE, 


Ton DON seigneur, 
~ 
mais Ou CBld 2 Trovve-t-il 7 


{i c'esT UNE EV\Gelure 


qux Pieds, 


Yue 'oW TM Apporle 


‘Twould put me to my Slipper 


YuanTange - introduction 


vantange is an orthographic-phonetic-plastic 
typeface applied to the French language. lt is a 
guide to French pronunciation through graphic 
correlations between the signs and the sounds, 
while at the same time respecting the spelling. 

he test is thus comparable to a music score. In 
addition to the actual meaning, it indicates the 
pronunciation, the rhythm and, possibly, the 
intonation 

na song score, this information is represented 
by supplementary signs which require the 
organited space of the staff, parallel to the test, 
in the order to permit a simultaneous reading. 
Here, on the contrary, the indications Form part 
of the text itself, through the use of its various 
components : the sullabe, the word, the 
punctuation 

The grapheme is the basic unit. One op several 
graphemes constitute a phoneme, a sound. The 
same letter as several shapes when, on ifs oun 
or combined with a group, it changes 
pronunciation. The shape corresponds to the 
sounds by simple analogies. For example, the low 
o' in the word mot is more compact compared to 
the open ‘o' in the word Fort ; 'é' is closed while ‘8’ 
is open, and the word eau is pronounced as 'o'; 
thre is a resemblance between the shapes. In the 
case of double consonants, the second one 
diminishes in sive; it is seen to be smaller and is 
therefore pronounced less. Sometimes the shape 
has no justification other than to give the letter 
some prominence, or For the mere pleasure that it 
should be so. 


The complete list of graphemes with their 
corresponding examples is to be Found below 
At the smallest Scale on the line, legible but 
discreet, are the mute letters, the “transparent” 


graphemes which provide evidence of the evolution 


of the language, clarify its structure and point 
towards the meaning of the homonyms 

As For the liaison letters, these are on Scale 1. 
They still belong to their word by proximity but 
are linked to the Following word by their shape 
§ a number of liaisons are optional in French, 
Quantange can only provide an interpretation 
rather than an ideal transcription of a test. 
The Quantange system has its limitations 
created it with an empirical Bnowledge oF 
language, without any theoretical Foundations 
This implies certain Faults which specialists will 
hopefully Forgive. My starting point was the 


origin, | hope that all French speakers will 
discover a Familiar melody through Quantange 


Uantange can be used For : 

+ ancient texts, to revive their harmony; 

+ the learning of the French, through a rapid 
display oF its spelling and pronunciation; 

> certain types of texts in which the author 
wishes are emphasize the links between his 
writing and the spoken word : interviews, 
dialogues, plays; 

> scores for songs! 

3 the French section of bilingual boobs, to 
underline the translation's voiced equivalents; 
> the publishing of the complete works of harl 
Mars in the scholarly Pléiade collection. . 

= 


Yuantange consist of 102 lower-case characters and 35 capitals. 


single letters and homophonous combinations. 


@ the high 'a' as in alpaga Irs steady Sound Is suggested by the square shape. 


@ the low ‘a’ as in bas Ir is Flattened in order to descend to the stomach. 


& the same sound but with the addition of an accent Tale la maralre 


@ idem deja qu-dela 


b well rouded, pot-bellied and seated bO)T bedul@up dB biére 


E the cutting 'c' as in passer la craic 
C the round soft 'c' as in CBCi CiINIrB Cérles 


¢ idem. The cedilla mabes it similar to's’. U\\ RECU AgaCaNl 


French | speah, the Parisian of 1989. Despite this 


sC with a small's' as a bonus sCie\\Ce 

d is harder than ‘bp’ di\\dot\ dodu 

B the most variable letter - here ‘e' is closed op halF-clased 42 ME =I Yue Je CB ne se 

Ba closed 'e' plus accent Enérve 

BP the same sound Over uN Plocher 

B1 the same sound parle agseL 

@ an open 'e' in Front of certain single op double consonants lle, esprit de objet 

@ the same sound - the ‘e' is open inside a word pére BT mére 

& the same sound - the 's' has disappeared aire préire ev Forét 

1 the same sound pleme de Neige 

Al the same sound UPA! bala absTrait 

B a flattened ‘e' in Front of 'n’ and'm' B\Te\dre,ennui, Tepe 

B js written as ‘e' but is pronounced as ‘a’, thus the presence of the ‘a’ in the Face of the 'e' Fetme 
apparetment 

F sibilant and long like 's', with a similar undulated serpentine shape Faire FiFre dé@s deux Fusedux 

ph the same sound and shape phillre pha\\asmagoriyue 

Q the square 'q', close to'p’, is placed in Front of ‘o, u, a’, and consonants. UN gogo gaga Aime 
la CigUe dads lB ragovr. 

Qu the same sound with the addition of a small discreet 'u’ in Front of a voiced 'i' and 'e' Quimol dingue 

g round like a curvaceous leg with a dot in ‘j', it has the same pronunciation in Front oF ‘i, 4, e gélule 
au gingembre 

Ge idem + a small 'e' in Front of 'o, u, a’ parlageots la gageure 

the leapfrog aspirate 'h' as in hep | hibou | 

A the calmer ‘h' which abolishes the liaison in haritot, hea@ume 

ithe i! Quiliguili niFiFi rinuidfui 

i i-dem Nous avrions vOulu ue l'ile paliT... 

i... hair 

gj... joli 

kK cutting like the E, and the Y... ka\wg@ur@u 

| tall, curve, soft lp lin loit BT l'or COule. 

mm... AmMOur MEMO)re MimMeTisme mAtme'le 

N... Nos NANAs Nves NOus NArQuent 

O the high 'o' asin Fort 

O the low ‘n' as in MOT OSB 

& the same sound Trop TST 

edu the same sound & Uedu |'edu bedux ridedux 

Au the same sound GUx gavlos 

P the steady sound oF prepus propre aple qu priapisme 

Dj cutting, sharp yal, Coy 

Yu a small 'u' as a mere Formality in Front of all vowels Yuat\d c'est la YuBue du yuola Yui Toyue... 

f rolling op cutting and rasping, especially when associated with another consonant Gha\\d rire 
clair ev pristal 

$ the serpentine sibilant 's' le siFrlat ingTable Criss BT Sussure. 

S's' as an inverted '1' - between two vowels, in the same word or asa liaison UW So0Nic TRONS aY\s apres 

Ss the mute ‘s' which Follows an '‘e' to open it TU Os des FOs 


x ~ 1 cy 
BCrQsSs AROS 
On this page and the nine Following, the excerpt - 

3 rom Shakespeare - is 


Ni ecebeenai et 
Sas es \5 Pan, I SHR fy HRAVED 
\r yaks FR PP\Mal RAREST Curse UPUNT 
A brother's \urdert ~ Pray Cah \ not, 
ue NSA bear sar a5 Wi ° 

STONE QUA AR TRATS Ty STON ANE, 
ANAANE an Wouble bu Ness BNNN. 
\ stand \h PAUSE Where \ shall \rst BeRtn 
And both WagEct. Whar \t Ps Cursed hand 
ware Peer Phan\t grit Wh, brother's blond,~ 
\s AARP DOE PAH RNRUA AD AHR SRE KREVENS 
Tro WAS HA WTR 8S Showy ? Where SarVRs THEFT 
But Fy CONtront Phe Visage ERNE ? 
And whal's\h ra\yer but Ps hynkald farce, 
Ty be Forestat AA RFE WR COE FQ Yall, 
Ur pardnnt HENY Soe Wien Ubi 
Wy Fault \s past. But, V, what Forth OF prayer 
Tan Sarur ee q RAPQve HR Wy Haul uder 
That rannot be; S\nek \ at SAR OSSESS a 
Urns wfhacts For Wed Vai Pye urder. 
Wy EPTUN, PANE WAN AHA, aA Hy GURRN. 
Waly Uns HE PAPNON ane Par PHE RENCE ? 
\n FR EOPPUupred CUPPENES QE ANS World 
QyrENreS Nines hand NE EASA bly \ushre, 
ANY Vit Ks SRRH AHR WACRRY PPAR TERI 
Buys aut Fyre \aty. 
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oO, muy x FFEMes i= mami AT =rneEuls Fxrx Ih REM | 
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fr Inzr= Fe Eerie Eude=t Suu se uu rx , 
Awep th ars ot al - Ae ced | ed, 
tall ie Fy ee mre au rom ke rm - Frew &am ii mrxt , 
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Tih s< wi yim Ae Ure se FA xT ike ze Sharp BS uh : 
Ma ire a Pe ei ta; 
mn =Tmoxm gem wwii + nereEars Ny) PT SKIN finn d zm ; 
AAR WAS Mien ie We We Wines We, 
Minn xt , Ui monger Fre oh ec uli = (ex al eA Se ie x uur ot 
L fie nw in de ee Whar | shell ed ai, 
A etamot im pews ules fh Sire Fim ey een, 
Ane Woh dawiact Whe tis thie ce ean hie ae 
- Mint ier rin mz cIEeY. A fh x iF Tinie Suu se = of fry x ek 
Nava thicdar theativals wh We thar's We - 
WY ee rm Pie ik =m riz it =EurF vu fi Th \= i> = 2 alla P die l= 4! > =o — = Ge 
\4 thara nt el Adee fa tha eat hav ane 
ha rem eS mrt maim eer im the euweet Mezvemse 
\e Mivh owhiaes ean? Nharain sarees ace 
Tere ww eet AY white ee Sec WT Wee dre SEM YES MEME Uy 
Wade codéee nt tha ¢ivew aes oe ssadca 7 
Brut Prx GE rxmFmrxmt The wi ze xx F IxFREMEE Atl 
Aaw Whed4 it drew a We hie i Ae Ac 
Men ot us Pn ee FS OT Arex uyz rm iui? Sis Fuwsxr Foxit Foeee ,— 
\e Wa fo ras tell are Wa cede te sell, 
Wrike Frm est euler Ee ue I For Fail, 
Wr de rP oe Wale Re? hal ie de; 
ie pam osx oh kei ce Tae A ee; 
Ma femiife geet Ae, W) thed fod s oie 27 
MM Fur he RRSer. But, mou uuu Phy ax Foxe =r Frm sy =m 
Len fare a A M7 Ai de A oe ot tl 
Lam SEM es mm Puen M Foem ghee one muy Frew roe a ke — 
Viet ett Na; AlAcAleri sinh ieee are fo 
Whiz} Samm Ke; =imez i =n sri preeeeas ot 
Wiothnya asfacte sor which ie ha oa ae — 
mF thr Sse EFFEOT= Frum rv dint Tine Ten a ro ok — 
Pa cr, A ee, A 
WM yy) ET xT) eT = Fx uu Mie AT Asx zm omy Qweem. 
Mes naa Wa de eP nh ee rated tha psfanca 7 
MN wy SK i = Famxtrxcm ot =zmxot mer ziim rine tFFEMES ae 
Id tha cone tae ce rane pe KS Mie 
ir dine esc eee Eu ee x TP ex ot 
Witandca 4 eile ae hen ote she We fee ice: 
ae A Giudtedt hand mr ey) IIT x iru) juuerice , 
AAR wit He aan tha Wcdaw dria tie ale 
Mimxt rx FP i= SEEM the wwii ie pies it =EurF 
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(A irk Nat ata eH a a a af Man NMA Ra a aA nT A abn 
et Mm Fh At 8 ht yr 9 eM Rl MY Kf Nd ia a 8a Ln la a Ai 
Nin! (tag An a al dfn in ei 


aon me at Wg A nN iTalent yh 


kis fe a8 Mi aR dt Si ea tap, name Lp ce 


eh hah NAN a 


|B WN ns hmm ir em RD eh Bi yl Ama Ay ga a a NA lf a PANT i 
estan lar ld pve Ah tna DD iNeed Ann iT Us am RAB MLA dK fie Wo benim be 
eh ee oh el A iat A MMA a ee WY aT hse i AAU Ro 
dy my a9 St ly a yb Amd me na a8 A ef it El bk dn ane 
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INTRODUCTION 


ERIK VAN BLOKLAND « JUST VAN ROSSUM 


Erik van Blokland and Just van Rossum both studied graphic and typographic design at the 
Koninklijke Akademie van Beeldende Kunsten in The Hague from 1985 to 1989. Erik van 
Blokland then worked at MetaDesign in Berlin, and currently works as a freelance graphic 
designer in The Hague. Just van Rossum worked for a short period at Monotype in England 
and then at MetaDesign in Berlin 

Together these two young Dutch designers developed "random technology” which is ex- 
plained and shown on the following two pages. Currently they are collaborating on a va- 
ty of projects under their group name LetTerRor 
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Is best really better? 


By Erik van Blokland and Just van Rossum 


‘The developments in typeface design, typesetting and printing have alwaysaimed atthe improvement of “quali- 
ty.’ Compared to printing techniques as they existed in the early 15th century, we have indeed come long way. 
We can digitally ourput the most perfectly drawn typefaces directly onto film in resolutions of up to $,000 lines 
per inch. We can print in offaet, in perfect registration. on the smoothest papers and finish it off with layers of 
varnish, all ata speed that our 15th century forefathers would find baffling, Technically we can create the slick- 
ex printing ever, reaching the highest possible quality ever. Unfortunately, the results have too often become ab- 
solutely boring. The quality of a printed product, the high resolution of itstypefaces, the perfect printing are not 
necessarily what make for good design or clear communication. 

‘Asareaction to this development, we decided to create a typeface that would add liveliness 
to the page that has since long been lost using the most modern technologies available, 
Our typeface would have a high resolution distortion of its digital outlines with lengthy 
rasterizing times as opposed to most developments in digital type; the unsmooth and slow 
versus the slickand quick. 

‘Type has always been in flux. Gutenberg started with whole copied pages cut from a sin- 
gle piece of wood. All the characters were hand-cut and notwoa's were the same. And did 
anyone mind? Gutenberg imitated handwriting because it was the only model of letter- 
forms available at that time. He simply developed a process that was already there, but he 
succeeded in doing it faster. Only later, were the advantages of movable type exploited, 
when hot metal type casting techniques made it possible to create large quantities of type 
ina relatively inexpensive fashion. This was also the period when letterforms started tak- 
ing advantage of this new medium. Bodoni cut serifs so thin that it would have been im- 
possible to produce them out of wood. It has always taken a while for people to realize the 
potential of anew technology. 

Today's fonts work the way they do because they are stil] created in a hot 
metal, movable type kind of way. Their design is based upon the process of 
punch-cutting, which creates a matrix from which an infinite number of 
identical copies of each letter can be made. Digital type may even “crash” 
just as hot metal typesetting did. And, ironically, digital type has resulted 
in a revival of old style and non-lining numerals and even small caps. The 
usage of type is still based upon the proverbial type cases that were divided 
into different compartments, each for a different letter. When a certain let- 
ter is needed, it is put in line with the other letters to make words and sen- 
tences. Today the type case is replaced by a font and a digital printer. 
Through our experience with traditional typesetting methods, we have 
come to expect that the individual letterforms of a particular typeface 
should always look the same. This notion is the result of a technical process, 
not the other way around. However, there is no technical reason for mak- 
ing a digital letter the same every time it is printed. It is possible to calcu- 
late every point and every curve differently each time the letter is generat- 
ed by slightly moving the points that define a character in various 
"random" directions. We discovered that it was possible to create a font fea- 
turing these characteristics in PostScript; our result was Beowolf, the first 
“Random font" typeface of its kind. 

Random technology, which is what we call the programming 
that is involved, is about letting the rasterizer behave randomly 
within the boundaries of legibility. Instead of recreating a fixed 
outline or bitmap, the Randomfont redefines its outlines every 
time they: are called for. Thus, each character will be different 
each time it is printed. All the points that define the outline of 
any character will be nudged in a random direction. The dis- 
tance moved depends on the parameters. For instance, Beo- 


wolf 21 has little deviation, Beowolf 22 has a noticeable 


wrinkle and the Beowolf 23 is definitely mad. 

What is interesting about this typeface is that the devia- 
tions in the individual letterforms create an overall uni- 
ty, and the liveliness of the page that we were after is ac- 
complished. We also discovered an interesting side- 
effect when creating color separations for four color 
printing. Since the printer (Linotronic in this case) gen- 
erates different outlines each time it prints a particular 
letter, the color separation will result in four different, 
non-matching, films. The resulting letterform, in print, 
will be outlined in bright colors. 

While working on Randomfont we became aware that 
if we treated typefaces as computer data, instead of fixed 
letterforms, we could create some very bizarre systems, 
One idea was to connect a font file to a self-copying 
moving mechanism to create a virus font; a self- 
distributing typeface: a great way for young and ambi- 
tious type designers to get their typefaces known and 
used. No type manufacturer would be able to compete 
with that kind of immediate proliferation. Or we could 
change typographic awareness of computer users 
around the world by creating a font virus that would 
slowly transform every Helvetica into something much 
more desirable--the Post-modern typographer's re- 
venge. Virowolves that travel around the world in asin- 
gle day, with type designers getting paid by buying net- 
work shares. Or we could hand out our fonts at confer- 
ences and meetings, but after a while the files will turn 
sour, just like milk. A perfectly good font would turn 
random over time. A great way to force people to even- 
tually buy a legitimate copy. And you better hurry, or 
the virus font will affect your other fonts as well! 

We could release a typeface that deteriorates over 
time, slowly turning into a Beowolf-like face, 
scaring the hell out of its users. We could create 
letters that wear out through frequent use, com- 
bined with a feature that uses up certain often 
used letters. You want real letterpress quality? 
You can get it! How about a font that adds typos? 
Link a number of typos toa particular time of the 
day and simulate an erratic (human) typesetter, 
or a font that does not work over time. 

If we put more data into our typefaces we can 
have some very intelligent fonts. Some applica- 
tions could be quite practical. For instance, the 
data could include the information to create auto- 
matic ink traps that would switch on or off auto- 
matically, or as specified by the user, depending 
on the size of the type or printing technique used. 
‘A font would modify its outline when it is to be 


printed in offset, or shown on TV or screened on 
wood, or whatever. Or, a typeface could research 
weather data, in particular the amount of direct 
sunlight on the spot where it will be printed, and 
modify itself to the best possible contrast. 

The idea of Randomfont can be applied else- 
where too. Why should a letterhead always 
be the same? It can be slightly different each 
day. If you print your correspondence or in- 
voices on a LaserWriter, you can have a ran- 
domlogo, a logo that changes itself, moves 
around the page or tells something interest- 
ing about your company, the person you are 
writing or the nature of the letter. The dy- 
namic logo can be much more informative 
than its fixed alternative. 

For years, graphic designers, especially 
those who subscribe to the ideas and phi- 
losophies of Swiss Design or Modernism, 
have argued that logos and typefaces 
should appear consistent to establish rec- 
ognition. We don't think that this is nec- 
essary. Creating a randomlogo for a 
company, with letterheads and forms on 
which the logo would move around and. 
change, does not necessarily decrease rec~ 
ognizability. Recognition does not come 
from simple repetition of the same form, 
but is something much more intelligent, 
something that happens in our minds. 
When you hear somebody's voice on the 
phone and he or she has a cold, you can 
still recognize who is talking. We can 
recognize handwriting, and even deci- 
pher how quickly a note was written, 


measure the x-height, others the cap- 
height. Even the computer industry 
has added to the confusion. Software 
developers in different countries 
have each taken their national typo- 
graphic standards and type measure- 
ment units and have written pro- 
grams using their respective systems. 
This becomes a problem when, for 
instance, software written by an 
American developer is sold in Europe 
and the user must switch to the 
American measurement system. 
There are software programs that 
will interpret between the various 
existing measurement systems, but 
the conversions are performed inter- 
nally. So two centimeters will inevi- 
tably be output as 2.00001 or 1.9999 
centimeters. It never works precisely. 
Randomness will always exist. 
There is definitely not going to be 
a universal set of standards for 
e and typography. Maybe ran- 
ommess is an inevitable result of 
human behavior. Gutenberg’s let- 
ters came out looking slightly dif- 
ferent each time they were print- 
ed. Letters wore out, some got 
damaged, the impression onto 
paper differed. However, overall 
the printed results had a vibrant 
and humane quality. At some 
point during the say of the de- 
velopment of type and typogra- 


and sometimes pick up on the state of phy, the prapeie design industry 
t 


mind the person was in when writing 
the note. Randommess and change can 
add new dimensions to printwork. 

Randomness within typography 1s 
not a revolutionary idea either. Ty- 
pographers have always had to deal 
with randomness because type has 
always lacked standardization and 
consistency. One example is the 
Measuremient of type. With hot met- 
al type everyhody measured the body 
size of a Bese With phototype 
and digital type, there is no body to 
be Tieeited “Soin people like to 


decided that it was necessary to 
improve upon the ‘quality’ of 
e process, 


ee and type. In : 
ue to économic and commercial 
considerations, much vitality was 
lost. We believe that the computer, 
ee considered by many to 
be cold'and impersonal, can bring 
back some of these lost qualities. 
Randomfont is our contribution 
to this idea. 


INTRODUCTION 


MADAM X 


We know very little about Madam X. We know that she publishes Madam X's Gazet 
magazine and, since recently, Madam X's True Love magazine. We have never met her, 
never spoke with her. She remains a mystery to us. We do like those magazines she 
publishes very much and we are particularly interested in why she draws all her type by 
hand. We figured she must have her reasons. So we asked her if she was interested in 

creating a little story about type. Following is what she sent us. 
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Release date: May 1991 

Emigre is proud to announce the release 
of yet another CD that will be difficult tq 
peg down or categorize. Written and 
produced by Washington DC's Michael K. 
Ivey, this 9 track, debut album is a virtual 
excercise in musical restraint, 
compositional ingenuity and raw pop 
poetry. Ivey's soulful guitar and his 
sparing use of the piano are beautifully 
measured up against simple bass patterns 
and a slow hiphop drum beat. These 
provide the perfect accompaniment to 
Ivey's languid, hypnotizing voice. Ivey's 
lyrics, not meant for the fainthearted, are 
often hard edged, yet humorous, both 
provocative and reflective and seldom 
without social commentary. They deal 
with the frustrations of life, love and an 
unrestrained craving for beer. What 
exactly does it sound like? Imagine sitting 
in your living room drinking beer, while a 
combination of Galaxy 500 and De La Soul 
members are casually playing a live set. 
However, for a more accurate description 
you'll have to buy this record. But don't 
say we didn't warn you first. 


Compact Disc; $13.00 


Emigre releases are now 
distributed by 
Twin City Imports! 


United States $28.00, Canada $35.00, Europe & Asia $58.00. 
Subscriptions begin with the next available issue. 
Subscription rates include shipping and handling. 


Back Issues Etc. 


Emigre 15 (Do You Read Me) - $7.95, 

Emigre 16 (Sound Design) - $7.95 

Emigre 17 (Wise Guys) - $7.95 

Emigre 18 (Type-Site) - $7.95 

Emigre magazine 3-poster Set (See For Yourself, Non-Stop Design and Emigre Magazine posters) - $15.00 
Booklet Set (Picture the Southwest, Views of Travel, Dramatization, Positively Palmtree) Limited number avaitabte! - $10.00 
Emigre "Globe" T-shirt - $12.00 

Faceless poster - $8.00 

Press Time! 5-poster set - $50.00 


Compact Discs 


Stephen Sheehan- Innocence at WilII - $13.00 
Fact TwentyTwo - Energy, Work & Power - $13.00 
Every Good Boy - Social Graces - $13.00 


Binary Race - Fits & Starts - $13.00 Fits & Starts Cassette - $8.00 


Basehead - Play With Toys - $13.00 


Emigre Music 4-Poster set - $20.00 


Howto Order 


Shipping and handling charge per order within U.S, 1-2 items $2.50, 3 items or more $4.00 
Canada, 1-2 items $6.00, 3 items $8.00, 4 items $9.00, etc.; 

Europe, 1-2 items $17.00, 3 items $22.00, 4 items $27.00, etc.; 

Asia, 1-2 items $22.00, 3 items $30.00, 4 items $38.00, etc. 


California residents add 7% sales tax to all items except magazines and subscriptions. 


Use enclosed order form and envelope! 
Or place your order by phone! 


We accept American Express. ($30 Minimum) 


For a more detailed 
description of our products 
please contact us to receive 
a free Emigre catalog. 


Please allow 2-5 weeks for delivery. 

Prices and availability subject to change without notice. 

Orders outside U.S. must be paid by international money order. All orders must be 
pre-paid in U.S. dollars. (We charge a $10.00 service fee for 


returned checks). 
Make check or money order payable to: 
Emigre, 48 Shattuck Square, * 175, Berkeley, 


CA 94704 - 1140, U.S.A. 


For information call (415) 845 9 O21, or fax(415)644 0820 
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Deck’s homage to the vernacular. "There was a sign in the 
Go my laundry,” Deck explains, ‘The sign was done with lettering e 

‘was exquisite. It had obviously been done by someone who was totally 
naive.A few months ago, twas replaced with a plastic sign painted by a skilled sign painter. 
{asked them if | could have the old sign, and they cladly handed it over to me. Now its on 
the wall in my bedroom.” Deck was thus inspired to design a face that looked as if it had 
‘suffered the d hotomechanical reproduction. The resulting Template 
ic pe that is not perfect; type that reflects more 
World inhabited by imperfect beings. 
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EMIGRE FONTS are original typefaces designed to maximize Each package includes: SCREEN FONTS Used by most software applications for representing fonts on the Macintosh screen. 
the use of digital technology. Currently Emigre is shipping PRINTER FILES The scalable outline information used by digital printers, such as the PostScript LaserWriter. AFM FILES Used 
Type1 (ATM compatible) Macintosh PostScript printer filesand by some programs for calculating spacing. DOWNLOAD PROGRAM Sends printer files to the printer manually. Our fonts 
our screen fonts are numbered with Apple registered NFNT IDs. download automatically, but manual downloading saves time in some situations. INSTALLATION GUIDE and... STANDARD 
EMIGRE FONTS ARE AVAILABLE DIRECTLY FROMEMIGREGRAPHICs CHARACTERS Each Emigre Font includes the following characters: !"#$% &'C)*,-./0123456789:;? 
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.. Each font package is automatically licensed for use with a single printer; upgrades for multiple printers at one site are available. 
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